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Introduction.
The purpose of this thesis is to investigate the aesthetic,
liturgical, and functional requirements of certain chapel furnish
ingsnamely, candlesticks, candelabra, holy water fonts, cruets,
and the lavabo dish and come to some understanding of the spirit
that should animate them. A consideration of the history and develop
ment of church furnishings and of the state of liturgical art today
in the twentieth century is necessary to an understanding of the
spirit with which these items should be designed.
Red clay is not, historically, a commonly used material for church
furnishings, but the contemporary trend in liturgical art is towards
a creative use of hither-to forgotten materials. Many artists working
in welded steel, aluminum, wrought iron, naturally-finished wood,
enameled silver, fiberglass, and clay are producing worthy liturgical
art which often is accepted for use in churches. It appears that more
and more well-designed,
"non-traditional"
art will be used in churches
in the near future. In fact, the whole concept of church architecture
is undergoing a re-birth now, the essential concepts of what a church
is and of who it is for are being re-examined and re-discovered.
Thus it is that hopefully I venture to design and make my thesis
in clay hoping that I am interpreting the signs of the times aright;
that furnishings made of a humble material will be considered worthy
of the service of the Church. It seems only fitting that as clay was
the image used to picture God creating man, it should be used by man
to return glory to God.
In Part I I will make a general exposition on the state of
liturgical art today, showing some of the conditions which prompted
the present-day revival of interest and presenting some of the con
cepts which underlie an understanding of liturgical art. I hope to
show the role of the artist in the Church of today in making the
House of God a place of beauty.
In Part II I will consider each of the furnishings which are a
part of my thesis project. The symbolism or significance of each item,
its history t and the directives concerning it will be considered. I
have Included a consideration about the altar in Part II because, al
though it is not included in my project, I felt it necessary to
understand how important the altar is. The altar is the central place,
the focal point of the Church the holy table at which most of the
liturgy is performed. It is for the service of the altar that I am
making chapel furnishings. An understanding of the primary function







The past half century has witnessed a powerful rebirth of interest
in the role of art and the artist in the Church. In Europe and America
Liturgical Arts societies have spread their influence, questioning the
values of academic ecclesiastical art too long taken for granted. During
the 19th century the artist had become more and more separated from the
Church to the detriment of both himself and the Church, the artist
turning to secular themes exclusively for inspiration, and the Church
(often unofficially) imposing arbitrary stylistic limitations on the
artist. The Church has lamented the separation of the artist from her
service, but only recently has the appeal been shorn of conservatism.
In 1903 Pope Pius X declared in his encyclical Motu Proprio : "The
Church has always recognised and favored the progress of the arts,
admitting to the service of worship everything good and beautiful dis
covered by genius in the course of the ages always, however, with due
regard to liturgical
laws."
The slight trace of uneasiness in the face
of creativity cannot be found in the challenge which Pope Paul VI
gave to artists when he addressed the Union of Italian Artists February
2, 1963, while he was still Cardinal Montini. He tells them that the
Church will no longer require them to "follow either a given tradition
or one style or
another,"
or to conform to conventional forms and
traditional demands and customs. Rather, he dares them to "indulge in
the experiment of
freedom,"
his only request being that their art serve
the Church in a worthy manner. (See Appendix I.).
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Nineteenth Century Historicism;
We are living today in an exciting time of re-evaluation and of
re-discovering fundamental principles. Church art has too long been
under the leaden domination of academic formalism. The picture of Church
art in the past century can be summed up in the words "historicism and
trash."
The nineteenth century, both in religious art and in secular art,
was a period of empty electicism, creative powerlessness, and super
ficial imitation of past glories. It lacked any real religious sentiment
or artistic sensibility, being an incoherent patchwork of sentimentality
and cultural confusion. In America the church-builders the congrega
tions for whom the churches were built were European Catholic
immigrants of proletarian or peasant origins, coming from an already
worn-out baroque culture. In this country they were a minority group by
reason of their being immigrants and also because they were Catholic.
As there was no new-world Catholic culture with which they could come to
identify themselves, they had to build their own; and what was more
natural than their trying to re-build what they remembered of the culture
from which they came? They did not have the security or the vision to
foster a forward-looking art .
Nineteenth century art, haunted by this nostalgia for an imagined
past, consciously adopted past styles of architecture. Pseudo-romanesque,
pseudo-gothic, pseudo-baroque, or a conglomeration of all three became
the only acceptable styles for church architecture. The value of the
great periods of romanesque, gothic, and baroque art cannot be denied,
and their beauty and historical significance will always remain an in






The covers of the books Romanesque Europe and Baroque Europe beautifully capture
the glory and richness of




people living and working and believing and praying then. In other
words, art and architecture prior to the nineteenth century were un
consciously modern in their day. Each age produced a distinctive
architecture, influenced of course by the previous age, but not con
sisting of consciously adopted styles. Building materials and
construction methods, as well as technical and financial resources
were the strong determining factors of style in the great periods of
art. But, in the nineteenth century the natural order was reversed,
and style copied from the previous ages became the determining factor
of the use of materials and methods.
Sacred art must be true to the age in which it is produced if it
is to be true to the living faith of the Church which "makes all things
new."
Twentieth century America is not romanas'que, or gothic, or
baroque. Deliberate historicism belies the true tradition of the Church.
Tradition is alive; it is what the Church is doing now; the fulfillment
of the needs of the living, breathing people of today. It does not
mean the repetition of past glories, nor does it mean a set of rules.
The churches of the great periods of church architecture were
"traditional"
simply because they answered ths needs of the people in
the age in which they were built, reflecting the dominant attitudes,
convictions, and culture of the age. (See Appendix II.).
Reaction Against Trash;
Happily, the spirit of historicism, of trashy machine-cast devo
tional statuary, and of bourgeois artificiality and distrust of genuine
creativity is now on the wane. Many artists are today able to support
themselves by devoting their craft and art to the making of church
furnishings or designing church buildings. There are groups of artists,
more or less organized, such as the Botolph group in Boston and the
Grail
art movement whose aim is to raise the standards of church art by sponsor
ing sacred art which is truly creative and aesthetically significant.
This is a reaction against that other characteristic of nineteenth century
church art, namely
"trash."
Because of the artist's separation from the
Church, gradually (and then almost exclusively) manufacturers took over
the office of producing art and furnishings for churches. Instead of
designing beautiful, functional items, these manufacturers appealed to
the less-than-aesthetic taste of their clientele, offering flashy, senti
mental, cheaply-produced catalogue items. Insipid, polychromed, glass-eyed,
plaster of paris statues were mass-produced (and still are) and offered
to the public as "sacred
art."
Because this was the only art used in
the ordinary parish church, after a few generations the public simply
accepted it as what church art ought to be. Not only has the aesthetic
taste of the public been reduced to the point of visual illiteracy, but
the possibility of experiencing the profound richness of an imagery
capable of elevating the soul to spiritual truths has been denied them.
The worst commentary is that they are unaware that they are missing
anything, and many will even
defend Barclay Street trash with great
fervor, rejecting authentic, meaningful contemporary sacred art as being
somehow un-religious. But Anton Henze is right in protesting that such
trash "is a practical denial of the truth and beauty in God. It makes
the faith a laughing-stock of unbelievers, . . . and does not merely ruin
the taste of the faithful, but works against true reverence and awe of
the unimaginable greatness and immensity of the realities of the faith.
In a word, it debases and degrades the
faith."
Responsibility of the Artist :
Thus the twentieth century offers a challenge to the
artist the
challenge of indulging in the "experiment of
freedom,"
and of creating
his very best works for the service of the Church. Often, even when a
great artist has turned his hand to sacred art, he has unconsciously
adopted a second standard, and instead of simply producing the best art
he can, he has produced only his own version of eclectic forms, being
thwarted by narrow interpretations of liturgical prescriptions. The
artist who would devote his talent to ecclesiastical art assumes a
responsibility. As he is a witness to the Truth through his work, he
must accept the discipline of faith in all its dignity and holiness.
This is not to insist that the artist must be a fervent Catholic, or
even a Christian. He must, however, understand the spirit of the Church
and be willing to create his art in this spirit. This is only common
sense. He must be imbued with the spirit of the liturgy, be aware of
basic liturgical prescriptions (e.g., understand the function of what
he is creating) and have the courage to follow his own convictions. His
will be no primrose path, for individuals will take upon themselves the
role of interpreter of Church law, and construing in a narrow, limiting
way general statements concerning
sacred art, will canonize their own
private tastes and conceptions of art, and attempt to impose these on
the artist.
Regulations of the Church;
The artist who would devote his talent to church art assumes not
only a responsibility, but also
certain limitations. The limitations
he must accept are not rigid rules imposed by the Church, for Canon Law
remains very general as regards the art to be used by the Church, re
specting the truth that art has its own laws. (See Appendix III,
Canon #1296.). Church legislation, properly understood does not treat
art in an arbitrary manner so as to restrict artists. However, cer
tain extreme forms of art such as excessive realism and excessive
symbolism have been declared unsuitable for expressing eternal truths,
but this they are by nature, even before any declaration to the effect.
(See Appendix IV, Mediator gei . ) . There is no place in the church for
mere experimentation. The limitations the artist must accept are the
limitations which spring from the nature of liturgical art
itself the
limitation of expressing the spirit of the liturgy and of accepting
the proper hierarchy of the relative values of various church furnish
ings. Thus the stations of the cross may not assume more visual
importance than the altar, the latter being the focal point of the
whole liturgy, the former being a private devotion. Sacred art funda
mentally needs a universal language to reach the deepest needs of the
faithful. Ecclesiastical art must be significant, disciplined, and
symbolic in the proper sense of the word, sacrificing mere personal
individuality to more monumental objectivity.
The Instructio de Arte Sac re of Pope Pius XII, June 30, 1952,
brings together already existing provisions of Canon Law, indicates
the scope and limitations of art in the service of the Church, but does
not make any restrictions as to style or form. It gives general direc
tions on building and furnishing churches, urging simplicity and
practicality and condemning trash and false ornamentation. While the
general rules regarding sacred art really do not restrict the artist,
neither do they present an easy recipe insuring artistic success. One
cannot cull an academic formula from these documents. Art in and for
the Church must be spontaneous and truly creative. For those seeking
an easy solution to the problem of designing for the Church, the
answer cannot be found in ecclesiastical legislation.
The 1963 Constitution on the Sacred Liturgy offers promise that
the Church in the near future will give greater latitude to artists,
especially in the choice of suitable materials for church furnishings.
"The local Bishop's conferences are empowered to adapt such things to
the needs and customs of their different regions ; this applies especially
to the materials and styles of church furnishings and
vestments."
"The
Church has been particularly careful to see that church furnishings
should worthily and beautifully serve the dignity of worship, and has
admitted change in materials, styles or ornamentation prompted by the





To create a truly significant church art we must return to a
consideration of the liturgy. The function of church art is to serve
the liturgy and assist and beautify its performance. The liturgy is
the official cult of the Church its acts of homage and religion its
work. It is the communal act of prayer and sacrifice offered publicly
by the clergy at the altar in the midst of, along with, and in the
name of the congregation. The liturgy, involving prayers, song, cere
mony, vestments, and various furnishings, has itself developed into a
work of art. It can undergo changes of form and of rite to fulfill the
needs of the people of a particular time , putting them in contact with
God, raising to a higher spiritual level all that is good in their hearts
and minds. Within our own times, Vatican Council II has authorized a
great deal of change in the Church's liturgy which is being worked out
at this moment, that the riches of the Church may reach the men of today.
This is a part of the Church's living tradition, and the art of the
Church should reflect the same spirit.
The church is built to house the liturgical worship of the congre
gation. The church building is a symbol of the Christian community which
is the Church, expressing the oneness of man before God. The artist
who would build a church that fulfills this basic function must be
immersed in the spirit of the liturgy. But, let us insist that there
is no "liturgical style"! It is in creatively responding to the demands
of the liturgy at every age with the means at their disposal that artists
have produced significant sacred art.
It is a task for an artist to design and make the furnishings,
vessels, and vestments for the liturgy. Machine-stamped items from
catalogues of religious goods have an impersonal sterility as well as
usually poor design. Liturgical furnishings originally were simply
functional objects needed in the rites of worship, but they have come to
have a symbolic meaning as well. But to fully reveal their symbolism,
the artist needs to concentrate on making them functional. The applica-
of "holy
pictures"
or symbols to poorly designed items does not give
them any real symbolism, nor does it compensate for their being non
functional. Functionalism is not style but is simply understanding the
use of a thing before making it. Freshness, imagination, and creative
use of materials must also be a part of designing functionally.
Twentieth Century Idiom:
Thus, to create a living and significant sacred art artists must
be steeped in the liturgy and be true to the age in which they live.
The liturgy requires a place, an altar, a book, and liturgical vessels
and vestments. Images are not required by the liturgy itself and the
present trend is towards an austerity regarding images". The mind of
the Church is pointed out in the 1963 Constitution on the Sacred Liturgy:
"The practice of placing statues and pictures in clmrches that they may
be venerated by the faithful is to be maintained; but their number
should be moderate and their relative proportions should exemplify right
order."
(Art. 125.). The spirit of twentieth century architecture is
the spirit of openness, space, clarity of form, light, warmth, and the
honest use of natural materials and of construction methods. In the
search for an essentially liturgical expression many contemporary church
architects are echoing this spirit. The emptiness of open space and the
use of natural materials revealing their own beauty convey a spiritual
message and profoundly reveal a
"presence"
in a way that the unbridled
use of symbols and imagery cannot convey. The absence of images is
itself an image of the simplicity and holiness of God, and of the poverty
of spirit with which we must approach Him.
The danger in such an approach to sacred art is in the extreme
interpretation by which empty space conveys only cold sterility. Modern
clinical architectural cliches employing glass, aluminum, and pre-cast
concrete must not be the replacement for old cliches of historicism.
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The artist must bring warmth into the churches, realizing that man is
a creature of emotion as well as of intellect. A total lack of images










The altar represents the Lord Himself. It is the holy table; the
Paschal tabl.3 which bears the Lamb. Altare means high place the stone
of sacrifice. It is the throne of the Lord, an image of Christ the
High Priest. The altar, annointed with holy chrism at its consecration,
represents the true Annointed the Christ. The relics of the saints
which are placed in the altar are reminders that in Christ is our sanc-
tification. The symbolism of the altar expresses a genuine reality.
It is not from its shape or from any image ornamenting it that it
receives its significance; the altar itself, in its essential function,
is the symbol. It is considered the central focus of the liturgy the
raison d'etre of the building in which it stands. The church exists
for the altar, as also therefore, do all the furnishings in it.
History:
The ancient sources for the form of the altar are the table
,
the
tomb, and ancient altars. In the first century the Agape or Mass was
celebrated at an ordinary table (as indeed was the very first Mass,
the Last Supper) . During the second century Mass was celebrated in
the catacombs on a marble slab over the tomb of a martyr. This is the
origin of the practice of placing relics of saints in the altar. After
the Peace of Constantine in 313 A.D. when the Church came out of the
catacombs, permanent churches, and thus permanent altars were erected.
Pope St. Sylvester in the early part of the fourth century directed
that they be made of stone, even as ancient Hebrew and also pagan
12
altars were usually made of stone.
Since the seventeenth century there has been a great departure
from the primitive simplicity of the altar. For various reasons
the altar was pushed up against the back wall, a beautiful, dazzling,
carved, gilded reredos often being constructed in back of it. The
present disposition of the Church is summed up in these words of
Anton Henze : "The altar must not be degraded to a substructure or
HJ
pedestal. It is not there for the sake of its ornamentation the
ornament is there for the sake of the altar; the ornament must
not develop independantly, but in subordination to the meaning of
the
Rules :
The Church's rules concerning the form and furnishing of the
altar itself are quite explicit. Freedom of design and decoration
is permitted, but certain important directives must be followed in
the construction of the altar. The present prescriptions taken from
the General Rubrics of the Missal are as follows: "The altar, on
which the most Holy Sacrifice of the Mass is to be celebrated, should
be of stone and consecrated by a Bishop . . . ; or at least there
should be a stone insertion large enough to support the Host and the
greater part of the base of the chalice ... On the altar should
be placed a crucifix, and at least two candlesticks with lighted
candles on either side ... On the epistle side . . . cruets for
wine and water together with a small dish and a clean towel on a
small table. On the altar nothing whatever should be placed which
does not appertain to the Sacrifice of the Mass or the adornment of
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the altar itself."3- As to the actual style or design of the altar,
the directives are silent.
The position of the altar, because of its central function and
holiness, should be set apart from the rest of the church in some
manner, raised above it, and yet be clear of the walls so that the
celebrant can walk around it. (See Appendix II, Constitution on the
Sacred Liturgy, appendix #3.) However, the interior space of the
church and the position of the altar should express the concept of
unity between the congregation and the celebrant, and facilitate
congregational participation in the liturgy.
It is the dignity of the altar in all its essential symbolism
that requires great dignity of all the furnishings which adorn it.
This Spanish baroque altar-piece, built in 1732 by Narciso
Tome, a student of Churriguera, is an example of magnificent
splendor dwarfing and overpowering the altar* It aptly
expressed the spirituality of the age in which it was
built.
Vanna Chirone. The House of God Through the Ages, vol III.
Rome, 1960. p. 145.
This altar in the Church of the Holy Angels in Wesel, G ermany
designed in 1957 by Hans Schilling, embodies the spirit o the
twentieth century. The atmosphere of the church is one of
spacious austerity; a holy place admirably suited for the
performance of the liturgy. The stone altar of sacrifice is
the cen'tral focus, of the entire space.






As with many liturgically prescribed ceremonials, the use of candles
originated not only from the cultic instinct of worshipful men, but also
from simple necessity. Light was needed by which to celebrate the even
ing breaking of bread the Agape service and so candles were used from
the beginning of Christianity. The purest natural wax, beeswax, became
prescribed for candles used at the altar, and the custom of blessing
the candles grew into the yearly celebration of Candlemass Day on February
2. The pure wax of the candle symbolizes Christ's Humanity, the wick
His Soul, and the flame His Divinity. The candle burning and consuming
itself in the service of God is a symbol to the faithful of what their
lives should be .
History:
Candles, incense, and water are elements universally employed by
religious cults since ancient times in honoring the deity and in rites
for the dead. Adjuncts to worship such as music, lights, perfumes, and
ablutions are common to almost all cults, being part of the natural
language of mystical expression. Torches were burned by pagans to honor
the gods and high dignitaries. The Mosaic Law prescribed the lighting
of candles or torches in many ceremonies, and even today an eternal
flame is found burning before the Ark in synagogues and temples.
The use of a multitude of candles seems to have been a prominent
feature of the earliest Christian liturgical celebration, the Easter
Vigil Service. In the restoration of the ancient liturgy now in use,
the Vigil Service starts with the kindling of a new fire from which is
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lighted the Paschal candle the symbol of the Risen Christ. As the
priest processes through the darkened church the faithful light their
candles from the Paschal candle, and soon the church glows with the
light of hundreds of candles. Eusebius in the fourth century speaks of
the "pillars of
wax"
with which Constantine transformed night into day
at the Easter Service. There are records of magnificent gifts of hanging
chandeliers given to the Basilica of the Lateran and to St. Peters by
Constantine .
From the earliest days of Christianity candles were more than light
fixtures. St. Jerome in the fifth century wrote: "Throughout the whole
of the East candles are lighted to read the Gospel when the sun is
shining: this is not done for the purpose of overcoming darkness but in
4
order to express our joy". In many early churches there were chandeliers
which were suspended from the ceiling, attached to walls, or placed on
pedestals. Some common forms were that of a cross, a tree, or an animal,
but the most common was that of a crown.
These coronae assumed such glorious proportions and splendor, especially
for great festivals, that St. Bernard of Clairvaus in 1125 denounced their
display in a letter to William, abbot of St. Thierry:
"You see hanging in churches not so much crowns as wheels
loaded with pearls, surrounded by lamps and encrusted with
precious stones whose light is even more brilliant than that
of the lamps. The candelabra are veritable trees of
beautifully worked brass whose jewelled inlay dazzles no
less than its array of candles. What is the purpose of it
all? . . .The walls of the church glitter with a display of
riches, and the poor lack everything; its stones are
covered with gilt and the children go unclothed; the goods
of the poor pay for the embellishments to charm the eyes of




Of the earliest form of c andlesticks used in Christian churches we
have little record. The eighth century Ordo Romanus prescribed that
the Pope be accompanied during solemn ceremonies by seven acolytes
bearing candles. They were to set these candles beside the altar during
the Mass. Before the tenth century it was positively forbidden to place
candlesticks on the altar itself. In the ninth century Pope Leo IV had
declared that only relics of the saints and the book of the Gospels might
be placed on the altar.
When candlesticks and a cross were first permitted on the altar it
was only during the function, and they were carried out afterwards in
procession. In the thirteenth century Durandus (Rationale I, iii, 27)
wrote: "At both corners of the altar a candlestick is placed to signify
the joy of two peoples who rejoiced at the birth of
Christ,"
and also,
"The cross is placed on the altar between two
candlesticks."
By the
sixteenth century the custom of placing candlesticks on the altar table
became general. Ordinarly two were used, but on great feasts four or
six were used. In the year 1600 the number of candles to be placed on
the altar was fixed at six for a High Mass, and two for a Low Mass. At
a High Mass sung by the Bishop seven candlesticks are on the altar, the
seventh being placed behind the cross.
From the thirteenth century on, the height and ornamentation of
candlesticks increased until it became exaggerated in the seventeenth
century. There was not much change, however in the basic shape of
ordinary
candlesticks whatever the material of "hich they were made or
the degree of ornamentation. They usually had a base, a stem upon which
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some sort of a knob was placed, a candle-ring or bobeche for collecting
wax drippings, and a spike or a hollow tube for securing the candle in
place.
Pre-Gothic candlesticks were squat and decorated with grooves, over
lapping scale patterns and twisted cords. The triangular base often took
the form of winged dragon's claws or heads. Caryatid candlesticks had
fabulous birds, lions, or men supporting the candle-ring. Gothic candle
sticks were taller and more flamboyant in decoration. The stem was often
covered with engravings or intertwined vegetation, and the pediment highly
ornamented. Architectural motifs such as Gothic niches and clustered peirs
were also used. In the Renaissance dimensions and shapes were exaggerated,
some candlesticks from this period being over six feet tall. Ornamental
grotesque masks, heads of angels, and twisted garlands became popular
decoration elements.
Such hugh and ornamental candlesticks could not be put on the altar
table for want of room, and so gradines or shelves were built up in back
of the altar. Thes 3 gradines became more and more decorated, and by the
baroque period were visually far more important than the altar itself.
Candlesticks became monuments too heavy to be removed from the gradines
on which they rested, and eventually became purely ornamental artificial
candles of painted wood being displayed in them. With this final step the
entire significance and symbolism of the candle in worship was lost. How
ever glorious and beautiful the carved and gilded altar pieces and giant
candlesticks may have been, and however well they may have reflected the
age in which they were made, they did not serve the function for which
18
they were created. One might well ask with St. Bernard, "What is the
n
purpose of it all... what have these things to do with men of
religion?"
Rules:
The use of candles beautifies worship and emphasizes its solemnity.
It is still the custom to use six candles for a High Mass, two or four
for a Low Mass, and seven for a Bishop's High Mass. At other liturgical
services candles are also used, sometimes in abundance. During
Benediction of the Blessed Sacrament twelve candles must be lighted, and
they may be placed in candelabra. During Forty Hours *when the Blessed
Sacrament is enthroned, at least twenty candles should burn continuously.
Candles are also placed near a dying person while the Last Sacraments are
being administered to him, and around the bier during funerals. During
the Baptismal rite the newly baptised person receives a candle as a token
of the light and joy filling his soul. In private devotions candles are
used for venerating relics of the saints, holy images, and in places of
pilgrimage .
There are no prescriptions dictating the materials from which altar
candlesticks are to be made. The Caeremoniale Episcoporum says that for
festivals "there should be six silver candlesticks, if they are available,
or at least bronze or copper-gilt ones of finer workmanship and rather
Q
taller and more handsome than those in use for ordinary
occasions."
The Congregation of Sacred Rites, September 1865, issued a statement that




freedom has been granted in the designing and making of
candlesticks; almost every suitable material used in a fitting craft-
manlike way has been approved, officially or unofficially.
19
In the nineteenth century the prescription was that the three candle
sticks at either side of the cross increase in height, rising toward the
center. This practice has been discontinued and is no longer binding,
the custom now being to have all six candles at the same height, lined up
three on either side of the tabernacle at the back of the altar.
The most recent document on sacred art, the 1963 Constitution on the
Sacred Liturgy , states: "The crucifix and candles, required according
to the liturgical quality of the Mass, should be placed either upon the
altar, or even adjacent (around) the altar according to the earlier
ecclesiastical
usage."
Several recently built churches have the
candlesticks lined up along either end of the altar. The twentieth
century return to simplicity, to symbolic austerity, and to great
artistic freedom leaves the designer to follow his own reverent sense
of what is fitting and functional for worship.
This bronze caryatid candlestick, now in the Hanover Museum, was
made in the eleventh century. It depicts two angels lifting the
column of Christ over the body of Adam rising from his tomb.
H, Swarzenski. Monuments of Romanesque Art. Chicago, 1954,
plate 91, #210.
This eleventh century English candlestick base, employing dogs for
the feet, falcons and men, has the characteristic exuberance of the
Romanesque period.



































This Romanesque candlestick, cast in Milan in 1140, was brought to
Prague in the same century. It too is energetically decorated.
Swarzenski. plate 151, #334.
This base of the Cross of St. Bertin has a Renaissance flavor, being com
posed with clarity of form and skillful craftsmanship. The four evangel
ists support the enameled half-globe.
Swarzenski. plate 178, #397.
This great baroque candlestick, called the Gagliardi
Candelabrum, is now in the Lisbon Museum, Portugal.
It is typical of the Baroque period, human and plant
forms entwined together with the restless energy of
a flame.
Chirone. p. 87.
Three examples of contemporary design
in candlesticks. They are all of metal
and are designed with simple,
straight-
foreward directness.
Baptismal candlestick. Toni Schneider-Manzell.
Henze. Contemporary Church Art, p. 68.
Nickle-plated brass. Fritz Schwerdt.
Henze. p. 52.
Made in Berlin.
Wendland. Die Kunst Dir Kirche, p. 79,
This monumental candlestick MLe Chandelier du Concile"
is over three feet tall. It was carved in stone in 1961 by
Albert Schilling for the great candle given to the city of
B lile, Switzerland by Pope John XXIII. It stands in the
center aisle of St. Clare's church, and is decorated with
an inscription telling of the signifance of the candle.
Art D'Eglise, #122 (1963), p.276.
Igfriiffii-
;i
These simple, dignified candlesticks which stand around the altar,
were designed by Rudolf Schwarz and Hans Warnecke for the Church of
Christ the King, Fulda, in 1939.
Henze. p. 36.
The stone altar in St. John's Abbey in Collegeville, Minnesota
(Marcel Breuer, architect) is centrally located. Small
ceramic
candlesticks are used, echoing the simplicity
of the whole church.




From the earliest times people have regarded water as a profound and
natural symbol of purification. Christ Himself went to be baptized in
the Jordan River by John, and later gave His disciples explicit orders to
baptize all who believe. The Church, then, has from the beginning made
use of the symbol of water. The purpose of ordinary holy water is to
protect men in a symbolic but real spiritual way, purifying their souls
and protecting them from evil influences.
Four kinds of holy water may be distinguished, each having different
uses and properties. The first is ordinary holy water which is the kind
used in the fonts at the doors of churches and in homes. It also is used
in some ritual blessings of persons and things. This water is blessed by
a priest, salt being added during the blessing. Salt, a symbol of health
and fertility, also symbolizes protection and preservation.
The second kind of holy water is baptismal water. This is blessed in
a public ceremony during the Easter Vigil Service and may be used only in
administering the sacrament of Baptism.
Two kinds of oil -- oil of
catechumans and holy chrism are mixed with it during the blessing to
symbolize strength and joy. A third kind of holy water is used in the
consecration of churches and altars. This kind is called Gregorian
water after Pope St. Gregory I, who wrote to missionaries in England
July 18, 601 to convert
the pagan temples into churches, sprinkling them
with this specially blessed water.
When the Bishop blesses Gregorian water
he adds wine, salt, and
ashes. Wine symbolises spiritual abundance,
strength, life and joy.
The ashes symbolize, humility and a spirit of
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penance and contrition. A fourth kind of holy water, actually the same
as the first type mentioned, is called Easter water because it also is
blessed during the Easter Vigil Service.
History:
The use of water in religious cults is very ancient and universal.
The ancient pagans used lustral water with which they purified them
selves before entering the temple. Vessels called aquae minaria were
filled with this water and placed at the temple entrance. Some of
this water was also taken by the people to be used in their homes. The
Romans had great reverence for their lustral water, considering it a
sacrilege if it spilled on the ground.
The Hebrews too used water in almost every religious ceremony.
Moses blessed water and mixed sacrificial blood with it
, sprinkling it
on the people as a sign of the covenant they had with Yahweh, The
Hebrews practiced daily purifications of themselves and of their posses
sions which prescribed symbolic washings with water. There was a large
metal basin of magnificent craftmanship in the court of the Temple at
Jerusalem filled with water in which the members of the twenty-four
priestly families cleansed themselves. The people washed head and
hands before entering the sanctuary, and also washed before their private
prayers .
Among the Moslems even today may be found fountains
or basins at
the doors of the mosques. The faithful wash themselves there before
entering to pray.
Archaeological evidence has established the fact that vessels for
holy water have been used
since very early Christian times, even though
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historical documents verify this data only in later periods. In the
catacombs, the scene of Christian worship in the early Church, small
vessels of marble and of fired earthenware placed on pedestals have
been found, which archaeologists believe were containers for blessed
water used by the faithful for purification.
In the ordinary Roman homes of the first century A.D. a fountain
or well was placed in the atrium - the open court. The first Christian
churches after the persecutions were converted Roman homes, the atrium
between the vestibule or porch and the body of the church being retained,
surrounded on four sides by a portico. The worshipers washed their
hands and faces in the cantharus (well, fountain, or basin) before enter
ing the church. Such a fountain of ablutions - also called a phiale -
is still found some places in the East, notably at Mt. Athos.
When the atrium of the Christian basillica was reduced to a
narrow court, the cantharus necessarily became a smaller structure.
Because of inconvenience and disuse the practice of washing the hands
and face became simply symbolic ablutions. Small portable buckets were
placed near the entrances of churches on piers, brackets, or small tables
into which the faithful would dip their fingers and, saying a prayer,
make the Sign of the Cross on themselves.
The fourth century Pontifical of Serapion of Thmius contains this
blessing for water and oil:
"We bless these creatures in the Name of
Jesus Christ, Thy only Son; we invoke upon this water and this oil the
Name of Him Who suffered, Who was crucified, Who arose from the dead,
and Who sits at the right of the Uncreated. Grant unto these creatures
the power to heal; may all fevers, every evil spirit, and all maladies
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be put to flight by him who ... is annointed with them, and may
they be a remedy in the Name of Jesus Christ, Thy only
Son."10*




contains a blessing for water, while a Byzantine
Ritual from the same period also has a prayer invoking the Holy
Spirit upon water. Paulus Silentiarius, about 590 A.D. , in describ
ing the glories of St. Sophia's tells of a phiale "from which water
gushes noisily into the air, issuing from a bronze pipe, with a





the eighth century contains a blessing for water. Many of the
ancient containers for holy water which have been found are enscribed
with appropriate quotations, such as a font found at Carthage which




There were no regulations about the shape or form for holy water
fonts, but many of the ancient ones are of stone in the shape of a
cross, or square or circle with a circular basin hollowed out. Some
early fonts were metal buckets, plated with silver, and placed on a
pedestal at the entrance of the church. Prior to the thirteenth
century most fonts retained a basically geometric shape. During the
gothic period fonts became more ornamental and took on more architec
tural importance. A carved canopy was often placed above them, and
some were set into elaborate niches in the wall. In a gothic flight
of fancy, some fonts might have had carved frogs or fish in the basin.
In the Renaissance, fonts retained architectural importance, and
were elaborately carved
with allegorical figures supporting the
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geometrical basin. During the baroque period delicately carved, gilded,
tinted shell-shaped fonts were popular, and, in fact, imitations of this
form of font are still popular.
Rules:
There still are no positive regulations concerning the shape for
holy water fonts. They may be inserted in the wall, attached to it
by brackets; they may be permanent stationary fonts, or be containers
placed on a pedestal or. table. They may be made of bfonze, marble,
granite, fired clay, porcelain, glass, silver, gold any worthy
material that .will hold water.
Four contemporary holy water fonts
showing considerable freedom of
design and strong essential
symbolism.
Jean Williame. 1961. Namur.
Art D'Eglise. #122 (1963), p. 264.
Jose Luis Sanchez. Madrid, Spain.
Art D'Eglise. #123 (1963), p. 294.
Szekely and B orderie. Seine-et-Marnei
Art D'Eglise. #115 (1961), p. 58.
Holy water font. B ruges.
Art D'Eglise. #124 (1963), p. 329.
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CRUETS AND LAVABO DISH.
Definition:
The Catholic Encyclopedia defines cruet as "a small vessel used
for containing the wine and water required for the Holy Sacrifice of
the Mass. Two are always employed. The Roman Missal (Rubricae Gen.xxx)
directs that they should be made of glass; other materials, however,
are used such as gold, silver, and other precious metals. In this case
it is advisable to have a
"V"
(vinum) on the wine and an "A" (aqua)
on the water cruet, so that one may be easily distinguished from the
other."13-
History:
The use of two small cruets dates from the thirteenth century.
The more ancient vessels were large amulae in which the faithful
carried wine to the church for the Mass . Some of the wine was poured
into chalices and the rest stored in large vessels. When the faithful
no longer received Communion under both species, smaller containers
were used because less wine was needed. Often they had a curved spout,




Silver and brass were
commonly used.
Rules :
No particular shape, form, or size has been prescribed, but cruets
should stand securely, should hold at least five ounces of liquid, and
have a fairly wide neck for easy cleaning. The lip should pour well
and not drip. The cruets should have a cover or stopper, but handles
or spouts are not necessary. They should be provided with a matching
tray on which they are carried.
Glass has been highly recommended as
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a suitable material, other materials, however, being permitted if they
are of suitable dignity and used functionally.
A small bowl or dish is also placed on the "credence
table"
along
with the cruets and fingertowel in which the priest washes his fingers
before the main part of the Mass. This ritual washing symbolizes in





gives the bowl the name "lavabo
dish."
Ceramic cruets by "Les quatre potiers".
These crufc& for wine and water are easily distinguish
able, not by any applied symbol or letter, but by the
form of each. The characteristic shape of the wine
bottle and of the water pitcher would not be mistaken.




Anton Henze, Contemporary Church Art (New York, 1956), pp. 63-64.
^Henze, p. 54.
3Geoffrey Webb, The Liturgical Altar (Westminster, 1949), pp. 36-37.
4Robert Lesage, Vestments and Church Furnishings (New York, 1960), p. 40,
5Francois Cali, Architecture of Truth (New York, 1957), pp. 59-61.
6The Catholic Encyclopedia, Vol. I (New York, 1907), 350.
7Webb, pp. 57-58:
"In practice altar candles have suffered rather than most
furniture from a loss of the impressive simplicity and austerity
of earlier times. The lighted taper represents Christ, the Light
of the World, and the wax burnt, not for effect or show, but as
an offering by the Church in union with the Sacrifice of the Mass.
If a dummy is used solely to the outward show, it is surely un
worthy of the high office which the candle is intended to
fulfill."
8Webb, p. 50.





14Cardinal Giovani Battista Montini, in an address given to the
Catholic Union of Italian Artists, February 2, 1963, reprinted as
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"We remain at liberty to permit you, artists, grown restless and
impatient through the spiritual vicissitudes of modern life, to indulge
in the experiment of freedom! You have been told, and this not only
at Milan, to do as you wish. We no longer ask you to follow either a
given tradition or one style or another. Nor will you be obliged to
hold to certain measurements or conventional forms. We ask only that
your art may serve us in reality and in a worthy manner, that it be
functional, that we may be able to understand it. We ask furthermore
that it may assist us, the it may speak words that are true, and in
spire the people with authentic religious emotion. ... I refrain
from judgement and from judging myself, and shall welcome even
criticism and disapproval if these may serve at least to testify to
the freedom that we have given the artists
,
even to the point of
repressing certain traditional demands and customs.
"I speak from my point of view as a priest, as a churchman who
looks upon artists with an abounding hope. We need them. We men
dedicated to religion have an entire, invisible, supernatural world
to render accessible to man, to whom our mysterious treasure cannot
communicate itself except in the manner of a sacrament, which means
by the sacred and sensible sign
of art ; the sound of words that make
music, the color
of enchanting things, forms of wisdom made manifest;
in other words, through the
medium of a certain materialization of
things spiritual. This is the artist's magic, this is his mission. It
is this that he is able to accomplish as the
mediator among us who pos
sess the treasure of the divine words of the ineffable, the inaccessible.
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To him we must speak in divine discourse.
"Consequently the artist is the vehicle, the way, the interpreter.
He is the bridge between our spiritual world and human society, the
bridge to the experience of others and to the souls with whom we come
into colloquy. For this we give great honor to the artist, who ful
fills, I might say, an almost sacerdotal ministry close beside our own.
We exercise that of the mysteries of God: he is the human collaborator
who describes these mysteries as present and accessible. Great, there
fore, is our esteem, great the gratitude that we feel towards the artist
who is faithful in accomplishing this mediation between spirit and
matter."
Cardinal Giovani Battista Montini in an address given to the
Catholic Union of Italian Artists, February 2, 1963; reprinted as
"The Phenomenon of Art in the Light of
Faith,"
Lit. Arts, XXXII (Feb.
1964) pp. 38-39.
Appendix I continued,
The Pope and Artists
With little panoply and less fanfare, groups of Catho
lic artists have been meeting at a number of art cen
ters throughout the world to celebrate what they call
the Mass of the Artists. The movement started some
time ago in Europe and has spread to America, where
a growing number of artists (painters, sculptors, mu
sicians, dancers, architects and others) meet every
month in an improvised setting on New York's Wash
ington Square. Mass is celebrated with lively participa
tion. There is an appropriate homily, Holy Communion
and afterwards an informal agape during which mem
bersor a visiting
artistpresent a demonstration and
lead discussion.
On Ascension Thursday this year, Pope Paul mad.
art history by personally celebrating the Mass of tht
Artists in the Sistine Chapel, aided by well-knowi.
actors, who read the Epistle and Gospel and prayer ol
the artists. Following the Mass, the Holy Father and
the artists went out into the sunshine of St. Peter's
piazza, where they chatted amiably about the moving
questions he had brought up during his homily.
More than anything, the Holy Father offers th-
hand of friendship to artists, who will surely hec.
all his momentous words. They are a burning im
tation to contemporary artists to
accept and "sigi
the "new contained in the first constitute
of Vatican Council IIas the Pope said,
"especial1
that page which I hope you
know,"
which is "precise1
a pact of reconciliation and of rebirth of religious
art
He was referring to
Chapter VII of the Constitute. .
on the Liturgy and the appendix published as its
e>
planation (see Liturgical Arts, Feb., 1964, for
bot1
texts ) .
The Holy Father spoke, according
to observers
with an "intensity flavored with
as h<
pointed to the sadness of a friendship not broken bin
strained. With not the slightest note of triumphalismus
he granted that there was fault on both sides: if
artist'
have gone apart to "drink from other
fountains,"
ii
turn the Church has tended to impose undue restric
tions-"a cloak of lead"-on artists who are
creative
lively, bursting with vitality. The
moment has com*'
he insisted, for us both to confess
our own faults and
for each to forgive the other.
It is a sad commonplace of history that for
several
centuries the worlds of art and
religion have both
suffered from their divorce, both becoming alienated
from the main streams of life. If
one of them tended
to take refuge in a form of the abstract, escaping
into
esotericism, a spirit
of coterie if not solipsism, the other
so stressed its own formulas as to appear detached
from authentic human values. The unhealthy cleavage
that resulted has long been lamented by Christian
humanists.
True, recent Popes have served in many ways as
sympathetic healers and bridge-builders. But it would
be hard to find such a positive, insistent plea as Pope
Paul's for the reunion of religion and art. It was not
a plea for some crude form of
"patronage"
or the
stifling of authenticity, sincerity, sensitivity,
freedom.
The artist is invited, on his part, to go more deeply
into religion, to discover God as both transcendent and
immanent, to render invisible and ineffable truths
visible through the special charism of art. This for
ward-thinking statement is surely within the
spirit of
Vatican Council II and the aggiornamento.
An Editorial from: America. CX
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Of Art and Church
By ROEJERT C. DOTY
Specitl to Tin New Yort Timet
ROME, May7Pope Paul VI
lamented today the estrange
ment of art from religion and
called for an end to the recipro
cal intolerance that had caused
it
In a homily delivered after
an
artists'
mass In the Sistlne
Chapel of the Vadcan, Pope
Paul condemned art presuma
bly in all that di
vorced Itself from the spirit and
sank into, incomprehensibility.
At the same time, he asked
pardon for the church's past pa
tronage of what he described
as oleograph art a kind of
chromolithograph imitation of
oil painting. The Pope also said





on "you who are crea
tive, lively, spouting thousand*
'
Continued on Pa^e 31, Column 1
POPE SEES CHURCH
AT ODDS WITH ART
Continued From Page 1, CoL 6
of ideas, thousands of new
things."
He proposed that peace be
made between the church and
the artist, stating that they
had need of each other to ren
der "accessible and understand
able, as well as moving, the
world of the spirit, of the in
visible, of God, of the ineffa
ble."
The Pope's declaration before
several hundred artists, writers,
and actors seemed to some ob
servers to be another evidence
of the church's efforts to broad
en its influence on currents of
the modern world in the spirit
of the Ecumenical Council.
A Family Falling Out
"We have always been
friends,"
the Pope said of the
church and artists. "But, as
happens among relatives and
friends, we have spoiled it a
little. We have not broken





added. "You have abandoned
us a little, have gone far to
drink at other fountains, in






law of your consecration to ex
pression: one does not know
what you are saying, often even
you do not know
it."
Then, he went on, art became
babel and confusion, losing the
intuition facility and happiness
it should express, "and we re
main surprised, intimidated and
detached."
But the church, he indicated,
had been at fault also by say
ing to the artist in effect:
"We have this style; you must
conform to it. We have this
tradition; you must be faithful
to it. We have these masters;
they must be followed. We have






said, "we have put on a cloak
of lead; forgive
us!"
For having abandoned the
artist, for having failed to make
him a -friend initiated into the
church's mysteries, the Pope
continued, the church had been
dissatisfied with its artistic ex
pression.
"And let us make complete
confession this morning at
least
here,"
Pope Paul said. "We
have treated you badly, we have
resorted to the oleograph,works
of art of little worth and little
price because, perhaps, we did
not have the means to achieve
great things, beautiful things,
new things, things worthy of
being seen, and we have gone,
we also, through byways where
art and beauty and the worship
of God the worse for us have
been badly
served."
Pope Paul seemed to be con
trasting the great period of
church art, epitomized by the
Michelangelo ceiling and wall
frescoes in the chapel where he
spoke and by that artist's
"Pieta"
on display in New
York, with the highly colored
and sentimentalized contents of
the average church-art store
window in Rome or New York.
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"With regard to the material and form of sacred furniture, it is
necessary to keep to liturgical prescriptions, to ecclesiastical tra
dition, and to the greatest extent possible to the laws of sacred art."
Code of Canon Law, 1918, Canon 1296, #3.
"Canon 1296 . . . directs adherence to the laws of sacred art and
those laws entail the exercise of judgement in a sense of beauty, how
ever great may be the difficulties of establishing a criterion of its
values. But such judgement and knowledge can only be gained as the
result of the experience and technical education of the designer. . . .
The search after the laws of sacred art cannot be condemned as the
mere exercise of a personal
preference."




"Recent works of art which lend themselves to the materials of
modern composition, should not be universally dispised and rejected
through prejudice. Modern art should be given free scope in the due
and reverent service of the Church and the sacred rites, provided
that they preserve a correct balance between styles tending neither
to extreme realism nor to excessive symbolism and that the needs of
the Christian community are taken into consideration, rather than the
particular taste or talent of the individual artist . Thus modern art
will be able to join its voice to that wonderful choir of praise to
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which have contributed, in honor of the Catholic faith, the greatest
artists throughtout the centuries
Pope Pius XII, Mediator Dei, 1947.
quoted from: Anton Henze, Contemporary Church Art
(New York, 1956), p. 12.
Appendix V.
"From: Of Sacred Music, Art,
and Furnishings.
Being Chapters vi and vii
(articles 112 to 130)





122. Very rightly the fine arts are
considered to rank among the noblest
activities of man's genius, and this ap
plies especially to religious art and to
its highest achievement, which is sacred
art. These arts, by their very nature,
are oriented towards the infinite beauty
ofGod which they attempt in some way
to portray by the work of human hands;
they achieve their purpose of redound
ing to God's praise and glory in pro
portion as they are directed the more
exclusively to the single aim of raising
men's minds devoudy towards the Di
vine Majesty.
Holy Mother Church has always
been the patron of the fine arts and has
ever sought their valued help, with the
special aim that all things set apart for
use in divine worship should be truly
worthy, becoming and beautiful, signs
and symbols of the supernatural world.
The Church has, indeed, trained artists
and craftsmen to make such things.
Moreover she has, with good reasons,
reserved to herself the right to pass
judgment upon the works of artists,
deciding which of them are in accord
ance with faith, piety, and cherished
traditional laws, and thereby fitted for
sacred use.
The Church has been particularly
careful to see that church furnishing
should worthily and beautifully
serve
the dignity of worship, and has
ad
mitted changes in materials, style or
ornamentation prompted by the prog
ress of the technical arts with the pas
sage of time.
Wherefore the Council fathers have
decided to issue the following decrees
on these matters:
123. The Church has not adopted
any particular style of art as her very
>wn ; she has admitted styles from every
pciiod according to the natural dis
positions and circumstances of her peo
ples, and the needs of the various rites.
Thus, in the course of the centuries,
she has amassed a treasury of art which
must be very carefully preserved. The
art of our own days, coming from every
race and region, is also to be given free
scope provided that it adorns the sacred
buildings and holy rites with due rev
erence and honour; thereby it is enabled
to contribute its own voice to that won.
derful chorus of praise in honour of the
Catholic faith sung by great men in
times gone by.
124. Ordinaries, by the encourage
ment and favour they show to art which
is truly sacred, should strive after noble
beauty rather than sumptuous display.
This principle is to apply also to sacred
vestments and ornaments which ought
not to be unduly expensive.
Bishops should carefully and insis
tently remove from churches and other
holy places the works, produced by some
artists, which do not accord with faith,
morals and christian piety, and which
offend true religious sense either by
depraved forms or by lack of artistic
worth, mediocrity and pretence.
And when churches are to be built,
ordinaries must see to it that the design
of these churches is such as to facilitate
the celebration of the liturgy and the
active participation of the faithful.
125. The practice of placing statues
and pictures in churches so that they
may be venerated by the faithful is to
bemaintained; but their number should
be moderate and their relative positions
should exemplify right order. For other
wise they might corrupt the people's
sense of values and foster devotions of
doubtful orthodoxy.
126. When passing judgment on
works of art local ordinaries must listen
to the opinions of the diocesan commis
sion of sacred art and in those in
stances which call for it also to those
of others who are specially expert, and
of the commissions referred to in articles
44, 45 and 4b.
Ordinaries must be very careful to
see that sacred furnishings and works
of value are not dispersed or allowed
to fall into other hands; for they were
intended to add to the splendour of
God's house.
127. Bishops should have a special
concern for artists, so as to imbue them
with the spirit of sacred art and of the
sacred liturgy. This they may do in
person, or through suitable priests who
are gifted with a knowledge and love of
art.
It is also very desirable that schools
or academies of sacred art should be
founded in those parts of the world
?vhere they would be useful, so that
artists and craftsmen may be trained.
All artists who, prompted by their
talents, desire to promote God's glory
in the Church, should ever bear in mind
that they are engaged in a kind of holy
imitation of God the Creator, and are
concerned with works destined to be
used in Catholic worship, to edify the
faithful, and to foster their piety and
their religious formation.
1 28. Besides the revision of the litur
gical books ordered in article 25, there
is to be an early revision of the ecclesi
astical laws and statutes which govern
the provision ofmaterial things involved
in public worship. These laws refer
especially to the worthy and well
planned building of churches, the shape
and construction of altars, the nobility,
position and safety of the eucharistic
tabernacle, the dignity and fitness of
the baptistery, the suitable placing of
sacred images, embellishments and vest
ments. Any laws which seem less suited
to the reformed liturgy are to be brought
into harmony with it, or else abrogated;
and any which are helpful are to be re
tained if already in force, or introduced
where they are lacking.
According to the principle of article
22 of this Constitution, the local
bishops'
conferences are empowered to adapt
such things to the needs and customs
of their different regions; this applies
especially to the materials and styles
of church furnishings and of sacred
vestments.
129. During their philosophical and
theological studies, clerics are to be
taught about the history and develop
ment of sacred art, and about the basic
principles governing the production of
M LITURGICAL ARTS
its works. In consequence they will be
able to appreciate and preserve the
Church's ancient monuments, and be in
a position to aid, by good advice, artists
who are engaged in producing works of
art.
130. It is fitting that the use of pon
tificals be reserved to those ecclesiastical
persons who have episcopal rank or
some particular jurisdiction.
APPENDIX *
(Being excerpts from the Declarations
added to the Schema prepared by the
Preparatory Commission, for a clearer
explanation of some of the articles.)
On article 104 (now 128) of the Schema:
(Declaration). In surveying all the vari
ous external things which pertains to
sacred worship, the following have been
thought specially worthy of mention.
1 . On the Preparation of the Church for the
Sacred Liturgy
The church edifice should be so
arranged that the very position of all
its elements and places should be a clear
sign and a faithful echo of the sacred
liturgy, which is the assemblage ofGod's
people hierarchically constituted and





(Canon of the Mass).
The altar therefore should be carefully
erected according to the requirements
of the restored liturgy, especially in
churches which are to be newly built,
and there should also be a sedes Episco
pate (if necessary) and seats for the
priests, seats or benches for the minis
ters, lecterns or reading stands for the
singing of the sacred lessons, a place for
the organ and the schola cantorum, places
for the faithful, by which they "might
be able to participate with better vision
as well as
spirit."
2. On the Sedes Praesidentiales
In cathedral churches, there should
be a place set aside in the middle of
the apse (which is at the front of the
church or the congregation) for the
bishop's throne that he might clearly
appear as the bishop, and the ordinary
one to preside over the liturgy. On both
sides of the throne there should be seats
for canons and priests. In other
'
*
Translated by Herbert MusuriIAO,
s j,
aaociate professor ofclassics, Fordham
Univer-
ity, New York City.
churches, where there is no episcopal
throne, especially in parish churches,
the place of honor can be filled by a
simple chair for the pastor or the offi
ciating priest, who presides over the
liturgy in the name of the bishop, whose
collaborator he is. However any sugges
tion of a throne should be avoided in
those cases where the episcopal throne
is not permitted.
3. On the Main Altar
The main altar, which is to be
separated from the wall precisely that
the ministers might easily walk around
it, should fittingly be erected in a spot
midway between the seats of the clergy
and those of the faithful, that is to say
in the middle of the church, although
this is to be taken in a broad and not
mathematical sense. So far as the nature
of the building will allow, it would be
praiseworthy for this altar to be covered
with a ciborium or baldachino, that
the altar's sanctity might be thereby
more manifest. Rectors of churches
should recall that the altar is the place
of the Eucharistic sacrifice and the
venerable table for the sacred banquet;
hence it should be decorated in a noble
simple style, and anything that is
foreign to the eucharistic cult should be
strictly avoided. The crucifix and can
dles, required according to the litur
gical quality of the Mass, should be
placed either upon the altar, or even
adjacent (around) the altar according
to the earliest ecclesiastical usage.
4. On the side altars
The side altars should be so placed
that they do not interfere with the
liturgy which takes place around the
main altar. In fact, insofar as the struc
ture of the building and circumstances
allow, they are better placed in special
chapels rather than in the main body
of the church.
5. On the consecration of the Altar
In addition to the main altar, which
should always be a fixed altar, it is
fitting that the side altars also be fixed
and made of stone, unless the nature of
the place (as for example in smaller
oratories) precludes this. The manner
of consecration should, if it can con
veniently be done, follow that of the
Roman Pontificate, which envisages the
sacred relics being placed in a special
extension (stipes), or really, according
to the oldest usage, "under the
altar."
This avoids defacing the altar table
unnecessarily, as occurs when the place
of the relics is hollowed out of the top.
The most fitting way is for the smooth
altar top to be decorated alone with
the crosses of consecration. Although a
complete return to the ancient custom
of the church ofRome is hardly feasible
("Let not the martyr be disturbed":
Codex Theod. 1.9, tit. 17 et 7; Braun,
Altar, I, 614), at the same time it is
desirable that the relics of the saints to
be placed in the altars be not too tiny.
Above all it seems worthy of mature
consideration whether or not, at least in
certain cases, the custom may be started
of consecrating particularly side altars
(and, above all, portable altars) without
relics. It would seem that the practice
of displaying make-believe bodies of
saints, even though they may be joined
with a few small authentic pieces,
should be discontinued.
6. On the Reservation of the Holy Eucharist
The most Sacred Eucharist should
regularly be reserved in a very solid and
secure tabernacle, either on the main
altar or else on a side altar that truly
stands out, or in some other spot in the
church which has dignity and has been
duly decorated, according to the custom
of the region or place. The sacrifice of
the Mass should be permitted facing the
people on a suitable altar, even though
there may be a small tabernacle in the
middle (one, however, which is of good
material and dignified) where the
Blessed Sacrament is reserved.
Especially in larger churches, it some
times seems more fitting to have a
special chapel of the Eucharist rather
extensively decorated, either because
of its antiquity or special artistic merits.
Such a chapel is usually closed to mere
spectators but open to worshippers, and
can be better guarded against the dan
ger ofsacrilege.
7. On the lecterns or reading stands
In churches that are to be built,
lecterns or reading stands for the singing
of the sacred lessons should be so dis
posed that the majesty and dignity of
the sacred Scriptures and indeed of
God's word should be clearly pro
claimed.
8. On theplace of the choir or schola cantorum
The place for the choir or the schola
cantorum should be so disposed that
it might be clear that those who sing
in the choir truly exercise an eccle
siastical function. In arranging its loca
tion, provision should always be made
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that individual choir members might
easily receive Holy Communion.
9. On the Place of the Faithful
It is desirable that benches or seats
should be regularly put out for the use
of the faithful. We disapprove of the
custom of reserving special places for
individuals, for personal honors of this
sort are to be avoided.
10. On the Baptistery
There should be a special place of
honor for the baptistery in both cathe
dral and parish churches. It is desirable
that the baptismal font should be so
arranged that the baptism may be
performed over it. If it can conveniently
be done, the baptistery should be
spacious and worthily arranged for the
instruction of the faithful like a small
room (ad modum aulae) so that both the
sacred place and its ornaments might
be a help to their initiation.
11. On Confessionals
The confessionals should be in a
dignified spot, open and plain to see.
They should fit in with the architecture
of the church and be worthy of the
admiration of the sacrament ofPenance.
Temporary confessionals, so far as pos
sible, and those composed of a simple
bench, should be avoided. Confes
sionals in the shape of little cubicles
in an obscure spot (prope secretarium),
and intended for men only, are to be
retained.1
12. On Sacred Images
From the earliest times the Catholic
Church has always given a special
honorific place in its edifices to sacred
images, especially those of Our Lord
Jesus Christ, then of the Blessed Virgin
Mary Mother of God, of the Aposdes
and all the other saints; by these images
she has offered veneration, and through
them aroused and encouraged the piety
of the faithful. In the arrangement of
images, however, in churches and ora
tories, the sacred order should be
rigorously adhered to. All images of
Christ deserve a special place of honor
at the very front of the church: that is,
images of Christ incarnate, suffering,
crucified, risen, ascending into heaven,
in glorious triumph, seated at the right
hand of the Father, and returning again
in glory; so that, even though behind
the main altar there may be permitted
the titular image of the particular
church or altar, at the same time the
image of Christ should have the more
important position. Without serious
reason images of the same saints should
not be multiplied within the same
church building; the multiplication of
such images behind the main altar is
altogether disapproved of.
13. On the Order of Decoration
Since the function of painting and
sculpture in the adornment of sacred
buildings is twofold, namely decorative
and iconographic, we must always seek
a balance between the two, as well as
between the realistic and the abstract,
so that in all things the splendor of
order might shine forth. In the decora
tion of sacred buildings the most impor
tant parts should in general have the
more precious adornment.
14. On Cemetery Art
The faithful should be persuaded that
in arranging for funerals and funeral
monuments they should keep close to
the concept of Christian death and
eternal life, and should reject any ap
pearance of superstition or pagan sym
bolism.
1
translator's note. The meaning of this
sentence will become clear if we examine the
prescription on confessionals in the Codex of
Canon Law, can. 909 1: "Confessionals for
the hearing of woman's confessions should
always be located in an open and conspicuous
spot,"
where the same words are used as
in our text. Cf. also can. 910 2: "The con
fessions of men may also be heard in private
buildings."
Promulgated December 4, 1963 at the closing session of
Vatican Council II.
Verifaoeed from: Liturgical Afcts. XXXII (February, 1964),




The sources for rules and regulations concerning the liturgy
and liturgical art can be found principally in the following doc
uments and publications:
The Ceremonial.
The Code of Canon Law.
Decrees and decisions of the Congregation of Sacred Rites.
Encylicals of Popes.
General Rubrics of the Missal
.
The Pontifical.
The Ritual. (Ritus Servandus.)
